3 copies or commemorative souvenirs, are performance remnants, French mystery plays record not only their sponsors' intended message and the particularities of the sponsoring group, but to varying degrees the meneur du jeu's spatial representation of the performance. 6 The plays' spoken prologues or epilogues might inform the spectators of the performance's religious or social intentions but they can also itemize the décors. Likewise, the players' speeches and the staging directions that accompany them reveal some aspects of how the performance was to be represented visually and spatially, in direct support of the narrative. It is into the dynamic space between collective intention, particular agency, and textual evidence that the present study proposes to venture. Three hagiographic mystery plays from late medieval France will serve as the study-set for this analysis. The first, the Mystère de saint Laurent, survives in an early sixteenth-century edition that reproduces one very long performance session. 7 The Jeu de saint Estienne pape et martire is a sixteenth-century manuscript copy of a three-session play that was performed in Saint-Mihiel (Belgium) in 1548. 8 Finally, the Mystère de saint Christofle survives in two early editions that were published in Paris in the sixteenth century. 9 It is a 6 The meneur du jeu supervised performance events that required coordination between staging décors, groups of performers, musical interludes and simulations. 7 The early edition of the Mystère de saint Laurent is the Bibliothèque nationale de France rare book collection:
Réserve Yf122. W. Södeerhjelm and A. Wallensköld published it as a critical edition in 1891. 8 The Jeu et mister de monseigneur saint Estienne pape et martire is in the Bibliothèque nationale de France manuscript collection: Rothschild I-7-22A (Réserve). It has not been edited in modern times. 9 The Mystère de saint Christofle in question is not the play written by Antoine Chevalet and published in Grenoble in 1527. Instead, it is the earlier of two Parisian editions that are also in the Bibliothèque nationale de France rare 4 shorter play that would have been performed in a single session and that may have been associated with the parish church of Saint Christopher in Paris. 10 None of these plays has been the object of extensive research, except for modern editions of the two edited plays and a handful of references in articles dating from the past three decades. Information about all three productions is nonetheless accessible either directly from the texts or from secondary references to performance. Taken individually and collectively, these plays distinguish themselves as three unique productions, delineating space and designating people differently.
Each of the surviving early editions post-dates the performance of a play by a number of years.
In the case of the Mystère de saint Laurent, Graham Runnalls argued that the sixteenth-century edition was based on an original; that is, on a manuscript copy of the play that would have been used during a performance. 11 The performance venue and date of that performance, Very little in these extra-narrative readings, however, speaks to the players or the staging space.
At the onset of the play, the meneur du jeu asks spectators to take their seats, "chascun selon sa qualité," (each according to his rank). 19 In another instance, he addresses them as "seigneurs et dames" (ladies and gentlemen), confirming that the performance was attended by both sexes. Aside from these few details, however, the prologues and epilogues in the Saint Estienne text fulfill instead the traditional role of reminding those present of the moral lesson to be learned from the theatrical demonstration at hand. Unlike Saint Estienne, then, the Saint Laurent prologue is recited not as a sermon, but as an introduction to the play's many moving parts. And, unlike Saint Estienne, Saint Laurent's prologue is preceded by a list of roles which appear more or less in the order in which they are pointed out orally by the latter's prologueur. 24 The case of the Saint Christofle edition is 24 The only exception is that the rulers on the second scaffold are presented in the list of roles before those who are on the third scaffold, while the action -and the prologue -list the occupants of the third scaffold before those in the second. different again, in that while it does include a list of roles in the order in which they speak in the text, it includes no prologue at all. This characteristic is typical of sixteenth-century editions for which performance-related details were generally irrelevant, but it may also be an indication that the Saint Christofle text that was used for the edition constituted a template for performance rather than a souvenir text from a singular production. In this, it is unlike the performance-conscious edition of Saint Laurent. This detail also brings us to the second organizing feature of mystery plays: the presence of marginal stage directions, or didascalias, in the surviving copies.
In the introduction to his modern edition of the Mystère de saint Christofle, Runnalls compared the play to the fourteenth-century Miracles de Nostre Dame par personnages because it shares a number of internal features with these short and fairly restrained productions. 25 One of those features is the play's relative paucity of stage directions, which describe but a few actions, such as angels descending, a priest baptizing Reprobus, or Christians singing, in addition to identifying two of the production's lieux: the hermit's house and the pastor's house. Again, the lack of performance-specific details is not unusual in an edited version of a medieval play. they may have roamed among the spectators themselves. 51 Not only is this good theater, but it might mean that there was a distinction to be made between the space where spectators were seated and the staging space per se. Again, these clues would seem to point to a staging arrangement in which the spectators were located together in an area that was somewhat separate, at least, from the players.
Given that the Saint Christofle text as edited contains no prologue and only a very few didascalias, it might appear that the play itself is bereft of staging cues. In fact, as Runnalls performances-specific when they were edited for publication in the sixteenth century, we cannot presume to know.
Next, the plays seem to offer at least two different staging venues. The Saint Laurent evidence is textual, in that it is provided both by its lengthy prologue and its numerous inter-textual staging directions, despite the fact that these features are not common to most early sixteenthcentury editions of post-performance texts. From that evidence, however, it is clear that the staging arena was separated from the surrounding community by four two-story scaffolds that process. In addition, it appears that the scale of the constructions was fairly restrained, and, secondly, that speakers turned from their interlocutors on a regular basis to address the audience. From this myriad of gossamer clues, we can only be sure of two things: the audience was separated from the performers spatially and the décors were arranged either laterally on separate platforms or disparately at ground level and on small décors/platforms.
Finally, for both Saint Estienne and Saint Laurent, the spectators, like the players, were seated by their social and professional status. How these distinctions were made in the Saint Mihiel production remains unclear because no clues link the spectators to positions within a staging arena. We only know that the usual suspects, divine and authoritarian characters, are given the privilege of modest height and that the spectators are lauded as "nobles gens" (gentle people). 64 Saint Laurent's staging configuration, carefully described by its prologueur, implies that the spectators either sat or stood on the scaffolds according to their status in life, but that 26 they were not separated from the players. Saint Christofle, on the other hand, by placing players and spectators on their own platforms, delineates a separation between the fiction being reenacted and the spectators who observe that fiction. Furthermore, the relevant contracts confirm that access to the play would have been limited. In this case, then, the edited text makes no social distinction among its spectators. Similarly, its lateral staging configuration placed God and two angels in a tower some six feet above the raised platform on which it stood.
The remaining décors stood directly on the platform or were slightly raised, as in the case of the castle/throne and the planks that constituted the gallows.
The sponsors, spectators and players of these three French mystery play texts were obviously engaged in different performance settings, both spatially and socially. The masons who sponsored performances of the Parisian Mystère de saint Christofle in the mid-sixteenth century did so in a celebration that wound its way through city streets before moving into a private "logis et lieu" (abode and place). 65 Once inside, players and spectators moved to their respective platforms. There is no evidence that any further divisions, other than the railing described in the presumably relevant contracts, were imposed on them. On either side of the space between the two platforms, however, players and spectators were on more or less equal Mystère de saint Laurent. With his opening words, the prologueur reminds spectators and players of the place in life that they either occupy or represent, pointing from the higher level on the scaffolds to the lower level and finally to the Hell tower. Throughout the performance, players move up and down the scaffolds by way of ladders or steps as often as they crisscross the ground-level arena, physically demonstrating time and again the social paradigm of the era.
Although we have not identified the performance venue, the sponsoring community, or even the provenance of this text, this production clearly aimed at demonstrating order and authority in ways that neither of the other two plays in the study-set did. In all three plays, of course, particular groups constructed their message spatially for particular audiences. And in all three productions, the supposed universality of a common religion spoke to those populations differently.
